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BIOGRAPHICAL NOTICE OF CATEL. 



Charles Simon Catel, born at TAigle, in the month 
of June, 1773, repaired, when quite young, to Paris, 
where he devoted himself entirely to the study of music. 
Sacchini, who took much interest in him, caused him to 
enter the Royal School for Singing and Declamation, 
founded, in 1783, by Papillon de la Fert6. Catel there 
studied the piano, under the direction of Gohert, and of 
Gossec, who, taking a great liking to him, gave him 
lessons in harmony and composition. In a short time, 
he became well skilled in harmony, and in all the branches 
of the art of writing music. Towards the middle of 1787, 
he was appointed accompanjdst and assistant professor in 
this same school. In 1790, the directors of the Opera 
selected him for accompanyist at the theatre; and he 
retained this situation until 1802, when more important 
avocations compelled him to resign it. It was in the year 
1790, that the band of music of the National Guard was 
organized under the auspices of Mons. Sarette, who sub- 
sequently founded the Conservatoire de Musique, and 
became its director. The intimate friendship which al- 
ready subsisted between himself and Catel, determined 
Mons. Sarette to furnish him with means of displaying 
his talent, by engaging him in this band as assistant 
musical director, in conjunction with his master, Gossec. 
Catel fulfilled the duties of his office by writing a large 
number of marches and quick movements, which were 
generally adopted by the French regiments during the 
wars in the time of the revolution. The first production 
which marked the talent of Catel for great works was a 
De ProfundUf performed in 1702, on the occasion of the 
funeral honors paid by the National Guard to their major- 
general, Gouvion. 

In the third year of the Republic (1795), when the 
Conservatoire de Musique was organized, Catel was ap- 
pointed professor of harmony there. This establishment 
was hardly completed, ere the views of those distinguished 
professors, who formed its staff, were directed to the ne- 
cessity there existed for fixing the basis of a system of 
instruction, and for compiling elementary works in all 
branches of the art. Each had his portion of these pro- 
ductions, in consonance with his specific studies; and, 
according to this arrangement, Catel was entrusted with 
the compilation of a Treatise on Harmony. The work 
was proposed amidst an assemblage of ten professors; 
was adopted; and appeared in the tenth year (1802). 
This book has been, during a period of twenty years, the 
sole authority with professors of harmony in France. 



From the commencement of th« Conservatoire at Paris, 
Gossec, Mehul, and Cherubini were inspectors there ; in 
1810, a fourth place of this kind was appointed, and Catel 
was the one chosen to occupy the post. He did not long 
enjoy the advantages of this new position ; for, the events 
of 1814 having deprived Mons. Sarette of the administra- 
tion of the Conservatoire, his friend chose to follow him 
in his retreat, and sent in his resignation. '< Since then," 
(says Mons. F^tis, writing in 1837,) ''he has declined all 
the situations that have been offered him ; his non^nation 
as member of the French Institute, in 1815, beii^g the 
only one he has accepted. In 1824, he was made Chevalier 
of the Legion of Honor, without having taken a single 
step for obtaining the favor." 

A strong party existing against the strict school in 
musical art, of which the Conservatoire was looked upon 
as the centre, Catel's dramatic productions met with 
slender success from the Parisian public, and brought 
their author little fame and less profit. After composing 
eleven operatic pieces, between the years 1802 and 1819, 
Catel retired from public life, wrote no more, derived his 
chief pleasure from encouraging talent in young rising 
artists, and passed the greater part of each year in a 
country house he possessed, a few leagues from Paris. 
Catel composed a variety of instrumental pieces ; over- 
tures, military marches, quintetts, quatuors, sonatas for 
piano-forte, a symphony, several national songs and civic 
romances, and took large part in the compilation of the 
" Solfeggi of the Conservatoire,** of which a second edition 
was published in 1815, for which he wrote a methodical 
detail of the principles of music ; but the work on which 
his reputation will chiefly rest, is incontestably his 
** Treatise on Harmony." 

" However excellent the talents of Catel," (proceeds 
Mons. F6tis,) " they formed only one portion of his title 
to the esteem — I may say — to the veneration, of those 
who knew him. To an understanding the most just and 
clear, to a gift of observation the most discerning, he 
joined a probity the most strict, together with all the 
qualities belonging to the purest of natures. For the 
space of forty years, his friendship, his gratitude towards 
Mons. Sarette, who had supported him with his utmost 
influence throughout his career, never for an instant 
abated ; while his benevolence on behalf of young musi- 
cians who sought his counsel and assistance, knew no 
limit." 



RESOLUTIONS, PASSED BY THE CONSERVATOIRE DE MUSIQUE, WITH RESPECT TO THE 

ADOFnON OF CATEL'S TREATISE ON HARMONY. 



(hmmission charged mth the compilation of a TreatUe on 

Harmony. 

The 11th floreal (IstMay), 
Ninth year of the Republic (1801). 

AoooRDiNO to the rules of the Conservatoire, a special 
commissioDy consisting of citizens Berton, Catel, Cherubini, 
Eler, Framery, Gossec, LaclpMe, LangU, Lesueur, Martinj, 
M^hul, Prony, Rey, and Rodolphe, assembled on the 2nd 
nivose (22nd Dec.), ninth year of the Republic (1801), for the 
formation of a Treatise on Harmony, which should serve 
for instruction in the Conservatoire de Musique. 

Several meetings having been dedicated to the consideration 
of different systems of Harmony, the Commission, on its meet- 
ing of the 10th ventose (29th Feb.), agreed to follow the 
system laid down by citizen Catel, member of the Commission. 

On the 11th floreal (1st May), ninth year (1801), citizen 
Catel submits to the Commission, the definitive compilation 
of his Treatise on Harmony. After a critical examination of 
the work, the commission adopt it, and appoint citizen 
M^hul to make a report of it to the general assembly. 

Signed by the members of the Commission, 

GossEo, B. G. E. L. Laoepede, Chebubini, 
Lesueur, Pbony, Eleb, Fbamebt, Mehul, 
Ret, Mabtinj, Bebton, Rodolphe. 



Cfenertd Assembly of the Members of the Conservatoire, 

The 15th floreal (6th May), 
Ninth year of the Republic (1801). 

Citizen Mehul, in the name of the Commission charged 
with the compilation of a Treatise on Harmony, declares : — 



<* That the Commission, after having consulted the best 
works upon Harmony, in order to confirm themselves from 
highest authority, or to contest errors consecrated by time, 
but which time should destroy, has audited the detiul of three 
new systems submitted to its examination. 

" The two first, diametrically opposite in theoretical prin- 
ciples, gave rise to discussions, both animated and valuable, 
but of which the result, while attesting the learning of the 
members of the Commission, failed in attaining the end 
proposed. Rameau's eystem was successively attacked and 
defended. The suffrages it obtained, did not gain over its 
opponents, who gtiU objected to this theory its incomplete 
definitions, even while rendering justice to what it contains 
of true and important upon the creation and generation of 
the great family of chords. 

"In the conflict of differing opinions, between the par- 
tisans and the antagonists of the system of fundamental bass, 
the Commission, unable to discern the whole truth, suspended 
its judgment, until the work now submitted for your approval 
came to terminate all discussion, by offering a complete system, 
simple in its principles, and clear in its definitions. 

*' In order to make it known to the assembly, citizen Catel, 
its author, will address them after the perusal of the resolution 
of adoption, declared by the Commission in its meeting of the 
11th floreal (1st May)." 

Citizen Catel thereupon sets forth his system of Harmony ; 
and. after mature deliberation, the general assembly unani- 
mously adopt it, according to the form prescribed by the 
Rules of the Conservatoire, for the instruction of the classes 
in this establishment. 

Sabbbtte, President, 



AUTHOR'S PREFACE. 



So many different Treatises on Harmony having 
already been published, several of which enjoy a merited 
reputation, it may appear somewhat presumptuous to 
offer another to the Public, essentially varying fh>m those 
generally accepted throughout France. I should therefore 
hardly have ventured to put forth this one, had not the 
Conservatoire, by adopting it, in some measure made 
its publication a duty. 

I hold, that all the various systems have one and the 
same object, and that they merely differ from each other, 
in the means taken to effect it ; in publishing mine, 
therefore, I do not seek to confute those which may be 
dissimilar. 

I have undertaken this work, with a view to sim- 
plify, as much as possible, the elements of Harmony ; 
I have sought to retrace it to its true origin, showing that 
In fact all discords are formed out of concords. I have 
reduced chords to a very small number ; by giving the 
name of chord to those only which need no preparation, 
and which naturally exist in a sonorous body. I have 
divided harmony into two classes : — simple, or natural 
harmony ; and compound, or artificial harmony. 

Simple harmony comprises all chords that need no 
preparation. Compound harmony is founded upon simple 
harmony ; it is formed by the suspension of one or more 
piarts, which prolong one or more notes of a chord on to 
the following chord.* Every progression of simple hai> 

* If the common chord, C, £, 6, be followed by the common chord, 
F, A, C, the HARMOMT is simple. If, on the second chord, the third 
of the first chord be prolonged, this prolongation will form a discord 
of the seventh on the common chord. If, on the second chord, the 



mony may become compound, by the means of pro- 
longation ; and every compound progression may become 
simple, by suppressing prolongation. It is evident, there- 
fore, that simple harmony is the general foundation of 
every dissonant progression. 

This method appears to me to unite the double ad- 
vantage of teaching the real nature of every chord, at the 
same time that its use is learned. The pupils thus avoid 
the almost insurmountable difficulty of classing in their 
memory that numerous series of isolated chords, which, 
standing as so many different chords, render hannony 
arduous of comprehension, and still more arduous of 
practice. 

If to this be added, that in the majority of Treatises 
on Harmony little more is taught than the name of the 
several chords, and the method of striking them on the 
clavier, t it will readily be seen, that after having learnt 
harmony by such means, the pupil remains a complete 
novice in the art of counterpoint ; and that if he resolve 
upon mastering it, he will have to recommence the study 
of composition by the progression of concords, concerning 
which he knows nothing, although he may be acquainted 
with the name of every chord that exists. 

I have therefore made it my object in this wor^c to 
teach harmony by instilling the elements of counter- 
point ; and experience will prove whether my idea has 
been successfully executed. 

fifth of the first chord be prolonged, this prolongation will form a discord 
of the ninth on the common chord ; and then the ha&mokt is 

COMPOUND. 

t These works are styled :— Treatises ov accompaniment. 



TABLE OF CONTENTS. 



PAGE. 

lAPHICAL NOTICE OF CaTEL - - iii. 

'aVTlOVBf PASSED BY THE CONSERVATOIRE, WITH 

LESPECT TO THE ADOPTION OF CaTEl's TrEATISE 

►N Harmony - - - - iv. 

OR*s Preface - - - v. 

[mimary Matter; Intervals - - 7 

>RDS and Discords - - . 8 

MBNT - - ... 8 

ARTICLE I. 

ral Theory of the Chords - - 9 

ARTICLE IL 

Major Common Chord - - - 9 

VfiNOR Common Chord - - 9 

[mperfect Common Chord - - 10 

OD of employing Common Chords - 10 

ARTICLE III. 



[)oMiNANT Seventh 

ARTICLE IV. 

[mperfect Seventh in the Major Mode 
[mperfect Seventh in the Minor Mode 

ARTICLE V. 
Diminished Seventh 

ARTICLE VL 

Dominant Ninth, Major 
Dominant Ninth, Minor 



- 11 



12 
13 



13 



14 
14 



PAQE. 

ARTICLE VII. 

Passing Notes ; Prolongations ; Suspensions, and 

Retardations - - - - 15 

Examples of all the Progressions in the Bass ; 

TOGETHER WITH THE NATURAL ChORDS, AND 

Prolongations, which may be introduced 20 

ARTICLE VIII. 

Cadences - - - - - • 22 

Examples of the most usual Progressions in 
THE Bass, wherewith to introduce perfect 
Cadences - « « - 



ARTICLE IX. 

The different procedures of the Bass, through- 
out THE EXTENT OF THE DiATONIC ScALE ; 

WITH THE Natural Harmony, and the Dis- 
sonant Progressions, most in use 



ARTICLE X, 



Genera 



ARTICLE XL 



Pedals 



ARTICLE XII. 



Alterations 



ARTICLE XIIL 



Modulation 



ARTICLE XIV. 



On the Method of Figuring 



25 



27 



35 



36 



37 



- 39 



42 



CATEL'S 

TREATISE ON HARMONY. 



PRELIMINARY MATTER. 

Iktbrvals. 

An interval is the distance which divides one note 
from another. 

In harmony, intervals are counted from the lower 
to the upper })art; and the bass being the lowest 
part, it is from thence that the intervals which form 
the chords are reckoned. 

A scale includes the intervals of the second, third, 
fourth, fifth, sixth, seventh, and octave : — 



Ex.1. 
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By doubling the intervals, those of the ninth, 
tenth, eleventh,' twelfth, thirteenth, fourteenth, and 
fifteenth are found; forming the repetition of the 
others, from the octave upwards : — 
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By inverting the intervals, — that is to say, by 
transposing the lower to the higher, — the unison 
becomes an octave, the second becomes a seventh, 
the third becomes a sixth, the fourth becomes a fifth, 
the fifth becomes a fourth, tfie sixth becomes a third, 
the seventh becomes a second, and the octave becomes 
a unison : — 



Ex. 3. 

Direct Intervals 
f9 Lowest term. 

Higheit 



Unison. 



Second. 



Third. 
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Ex. 4. 

Inverted Interval). 



Octtva. 

4 
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Each of these intervals presents itself under three 
different aspects. 

Table of Intervals, 

With their inversions, under the three different 

aspects. 

Ex.5. 



There are three speeies 
of the second ; viz., the 
minor, the m^or, and 
the extreme shurp.* 



Their inversions form 
le major, mine 
dimfaiished 7th.t 



the malor, minor, and 
ih( 



Minor 2nd. M^or2nd. g^™5. 



^ ' pnar p zna. 



Mi4or7th. Minor 7th. Diminished 7th. 

i 




Ex. 6. 



There are three species 
of the third; vis., the 
diminished, the minor, 
and the mi^or. 



Their inversions form 
the extreme sharp, the 
mi^, and the minor6th. 




iminishedSrd. Minor Srd. Major Srd. 



6th. Major 6th. 



Minor 6th. 






There are three species 
of the fourth ; the di 
minished, the perfect, 
and extreme sliarp. 



Tlieir inversions form 
the extreme sharp, per- 
fect, and diminuhed 5th. 



Ex. 7. « X -^ 
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iminished 4th. Perfect 4th. 4th. 
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Extreme Sharp 

5th. Perfect 5th. Dimhiished 5th. 
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Ex.8. 

Diminished Extreme Sharp 

or flat 5th. Perfect 8th. 5th. 






ExtiefSib Sharp 

4th. Perfect 4th. Dhninished 4th. 



There are three species 
of the fifth; the flat 
fifth, the perfect, and 
the extreme sharp. 

Their inversions form 
the extreme sharp, the 
perfect, and the dimi- 
nished 4th. 



* " Extreme sharp " is used instead of *' superfluous.' 
t *« Diminished" is used instead of '* false." 
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There are three species 
of the sixth ; the minor, 
the major, and extreme 
sharp. 



Their inversions form 
the major, minor, and 
diminished 8rd. 



Ex.9. 

Extreme Sharp 
Minor 6th. MiOoT^tb. 6th. 
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DimimsCed 3rd 
Major 3rd. Minor 8rd. not used. 
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Ex. 10. 



There are three snecies 
of the seventh ; the di- 
minished, minor, and 
mi^or. 



Their inversions form 
the extreme sharm ma- 
jor, and minor Snd. 



iminished 7th. Minor 7th. Mi0or7 tfi. 




Extreme 
Sharp 2nd, 



T^^ ^ ft*^ 



»u<»^ «»u, Major 2nd. Minor 2nd. 



The unison and the octave do not alter. 

Concords and Discords. 

Intervals are divided into consonant intervals and 
dissonant intervals. 

The consonant intervals, or concords, consist of 
the third, the fifth,* the sixth, and the octave : — 

Third. Fifth. Sixth. Octave. 

Ex. 12. :r^z==r^^z=^D=^^L=E 



Ex 13 

The dissonant intervals, or gecond. seventh. 

discords, consist of the second, ^^ 
and the seventh : — ^p 
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The concords are divided into perfect and im- 
perfect concords. 

Ex. 14. 

The perfect concords con- ^^^^Ocuve. 
sist of the fifth, and the -^ — ^^^ "= ^0 — H^ 

octave : ^^ ConcordaT* 

They are called perfect, because they cannot be 
altered without ceasing to be concords, f 

The imperfect concords consist of the third, and 
the sixth : — 

Minor 3rd. Major 8rd. Minor 6th. Major 6th. 

Ex. 16. ^^8~[ ag^ '^'^—lIzg^ EflE 

ThejT are called imperfect, because they may be 
major and minor without ceasing to be concords.J 

• The fourth, being an inversion of the fifth, should be considered as 
a concord ; bat its efl^t being much less agreeable than that of the fifth, 
it is regarded as a discord agsdnst the bass, and as a concord between the 
middle and upper parts : — 

Dissonant fourth. Consonant fourth. 



Ex- 11- ^=^ 



Nevertheless, the fourth is employed as a concord in the second 
inversion of the common chord ; and moreover this inversion is the least 
agreeable, and the only one of which a succession is not permitted. 

t Since the fifth cannot be altered ^^^ |5 

fifth should be considered 
bonant intervals, or discords 
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Discords. 

X The third and the sixth being concords only when they are migor 
and minor, the diminished third and the superfluous sixth should be 
con^dcred as discords. 



Movement. 

There are three kinds of movement; direct move- 
ment, oblique movement, and contrary movement. 

Direct movement is that which occurs when two 
parts ascend and descend at the same time : — 

Ex.17. 




Oblique movement is that which occurs between 
two parts, when one of them remains stationary 
while the other ascends or descends : — 



Ex.18. 
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Stationary. T_L-L-i- — 



Stationary. 




Contrary movement is that which occurs between 
two parts, when one of them ascends while the 
other descends: — 



Ex. 19. 
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Oblique movement, and contrary movement (espe- 
cially flie latter), are those which oflfer the best 
resource, and the greatest richness of effect, in 
harmony. 

Progression of Concords. 

A succession of perfect concords can be used only 
in oblique movement, or in contrary movement : — 

Oblique movement. 



Ex. 20. ^ 



Contrary movement. 
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Perfect concords used in direct movement, will 
produce successive fifths and octaves, either direct 
or concealed ; which should be carefnlly avoided: — § 



Ex. 21. 

Direct octaves. Direct fifths. 



Concealed Concealed 
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A succession of imperfect concords may be used 
in each of the three lands of movement : — 



Ex.22. 
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Ex. 23. Oblique movement. 
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§ In three, or in four parts, conoealed fifths and octaves are tolerated | 
in the middle parts, between concords only. 



ON HARMONY. 



ARTICLE I. 

Qbnbbal Theory of the Chords. 

In liarmony, there is but one single chord, which 
' contains all the others. 

This chord is formed of the primary emanations 
from a sonorons body, or of the first divisions of 
the monochord. 

An entire string in its tension shall give out the 
sound of G. A half string gives a G at the octave 
of the 1st ; a third of the string gives a D at the 
12th ; a fourth of the string gives a G at the double 
octave ; a fifth of the string gives a B at the 17th ; 
a sixth of the string gives a D, octave of the 3rd, 
or 19th above ; a seventh of the string gives an F at 
the 21st ; an eighth of the string gives a G at the 
triple octave ; a ninth of the string gives an A at the 
23rd :— 

Ex. 24. 
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Thus, by setting out from the No. 25. 
fourth of the string, or from the 7^ 11 

double octave of the first sound, |^ g g 11 
there will be found, in a pro- ^r — 1.8. "■ ■ 
gression of thirds, the chord i"8" 

G, B, D, F, A :— 

By commencing this operation at the triple octave, 
which is an eighth of the string, and by omitting 
the intermediate notes, the chord of G, B, D, F, A^ 
will be found, which is the same chord as the pre- 
ceding, but in the minor mode : — 



i 



No. 26. 



1= 



-«»- 



1 



t i^AAAAAiV^ 



Ex.27. 




This chord -^ 8 ^H^ contains all those em- 



ployed in harmony ; namely : — 

Miyor Common Chord. Minor Common Chord. 

Ex. -^ J Q H Ex. J) \^ 

28 



•P 



i 



i ^p 



I 



imperfect Common Chord. The Dominant 7th. 

Ex. 3 g n Ex. -^ ^g : 

HO. /ffi Ig I I 31. 



'■P 



a^ f^i^ 



Minor 7th. 



Etrft: 



I^P 



Diminished 7th. 



i 



Mijor9th. 



Minor 9th. 




These chords, and their inversions, are the only 
ones which can be given without preparation. They 
form what I call Simple or Natural Harmony. 

The other chords employed in Harmony are 
constructed by the prolongation of one or more notes 
of a chord on to the following chord. They form 
CoMPonin> Habmony. 



ARTICLE n. 
The Major Common Chord. 

The major common chord consists of the major 
third and fifth. 

Ex. 36. 

^^^ Common Chord. 

It is figured by 5, 3, or 8, ac- 
cording to circumstances. [Vide 
Article XIV.] 




Its first inversion, or derivative, 
consists of the minor third, and 
the minor sixth. It is called the 
chord of the sixth. It is figured 
by6:— 



Ex. 37. 

y Sixth. 



W 



1 



6 



ZKJT. 



1 



Its second inversion consists of 
the fourth, and the major sixth. 
It is called the chord of the six- 
four. It is figured by | : — 



^ 



Ex. 38. 

Six-four. 



i 



I 



® 



-.wr. 



W 



i 



The major common chord is placed on the tonic. 
It is likewise placed on the sub-dominant, and the 
dominant, in a major key ; and on the dominant and 
sixth degree of the scale in a minor key : — 



Ex. 39. 

In Major. 



1^^ In Minor. 



^^I^^^E^ e^^^ 



6 



m 



i- 



TKX. 



a^ EEH^^H^^E^ 



^ Key note. 4th Degree. 5th Degree. Dominant. 6th Degree. 
Suh-dom. Dominant. 



The Minor Common Chord. 



Ex.40. 



The minor common chord con- 
sists of the minor third and a fifth : — 



^— >«^ 



xz 



1 
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Its first inversion consists of the 
major third and the major sixth : — 




Ex.41. 

Sixth. 



ncz 



6 



1 




Ex. 42. 

^ Sixth Fourth. 



w 



I 



H 



zz: 



i 



Its second inversion consists of the 
tonrth, and the minor sixth : — 



This chord, and its inversions, (or derivatives), 
are figured like the major common chord; indi- 
cating, with the figures, those accidentals which are 
not specified by the clef. 

Ex.43. 

^X« In a Minor mode. 

$ 



:gS: 



P^^ 



I 






^ 



zz: 



1^^ 



The minor common chord 
is placed on the tonic of the 
vinor key. It is also placed 
on the fourth degree of the 
scale of the same key : — 

Key Note. 4th Degree. 

Ex. 44. 

In a major key, the *->'/> in a Major mode.* 

minor common chord is 
placed on the second, 
the third, and the sixth 
degrees of the scale : — 



,>^ AD a jnigor moae. 



5 



^ SZDHagf B 



2nd Degree. 8rd. 

The Imperfect Common Chord. 



6th. 



The imperfect common chord con- 
sists of the minor third, and the di- 
minished fifth.* It is figured by ■»: — 



Ex.45. 




m 



I 



Its first inversion (or derivative) 
consists of the minor third, and the 
major sixth. It is figured by +6 : — 




+ 6 



^* ^ It - 



Ex.47. 



Its second inversion consists of 
the superfluous fourth, and the major 
sixth. It is figured by ^J : — 

The imperfect Ex. 48. 

common chord is ^InC Major. 

placed on the 7th ^- 
degree of the major "^^ 
key, and on the 
second degree of the 

minor key : — "^Leading Note. 





Ex. 49. 

In C Minor. 



/ jn-ajur. ^y^m i; Minor. 






2nd Degree. 



* Thig chord consiats of the third and the fifth, like the major and 
minor common chord; hut it is styled imperfect, on account of the 
diminislied fifth, which is not a consonant interval. 



Observation. — ^Although the interval of a diminished 
fifth be not a consonant one, yet this chord cannot be 
classed among discords, inasmuch as none of the notei 
which compose it possess a determined progression 
(as is the case with all the discords), but may either 
ascend, descend, or remain stationary ; from which it 
may be deduced, that, if this chord be less perfect than 
the two others, it can nevertheless be employed in efiectmg 
a momentary repose before reaching the final cadence: 
and therefore, it should be ranked among concords. 

The common chord may be placed on every degree 
or note of the scale. 

Common chords should succeed each other in such 
a manner, as that at least one note of a chord shall 
form part of the following chord. 

The best way of combining common chords with 
each other, is by preparing their several fifths : — 

Pbeparatiok op the Fifth. 

Ex. 50. 6th or 




Nevertheless several common chords may follow 
each other without any connection ; in which case, 
contrary movement should be employed between 
the parts, in order to avoid the successive fifths that 
would necessarily result from direct movement : — 

Ex. 51. 



Contrary 
Moyement. 



f^^JT^^ff^^^^ 



Good. 
5 5 



:zz: 



i 



Good. 
5 5 



!ZJC 



1 



Direct 
Movement. 



i 



Ex.52. 

5 



s: 



^ 



1 



Bad. 
6 5 



IZZ! 



I 



Bad. 
5 5 



race 



I 



A series of common chords, in which all the fifths 
are prepared : — 

Ex. 53. 



i 



xz: 



a 



^a 



TT. 



Ascending hy Fourths. 
5 



5 ^»— 5 




P 



S 



^H 



S 



m^ 



& 



I 



m 



^^- 



5 
Try 



i 
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A series of sixths; first inyersion of the pre< 
ceding common chords : — 

Ex.54:. 



P 



X3C 



:S: 



s 



fr=FP 



Z2: 



6 



m 



rrr 



6 



6 



6 



xz 



j! » I n 



s 



^i 



6 



6 



M 



xz 



^ 



6 



6 



xz 



i 



The second inversion wonld give a succession of 
six-fonrs, which is not used, on account of its vagne 
and somewhat harsh effect. The chord of the six- 
four is seldom employed, excepting on the tonic and 
on the dominant : — 



Ex. 65. 

2 on the Tonic. 



On the Dominant. 



f ^- ^^^^g-Tgl^^ ^ 



s 



s 






6 



THi- 



1 



i 



In some easet, two J may be nied Buecetiivelj, but it must be 
by coqjnnct degrees. 



SE 



■^»- 



I y I < s 1 ^ ^ 



I 



I 



m 



-^- 



xx: 



ra: 



=i 



Another series of common chords, with all the 
fifths prepared : — 

Ex. 56..^, _^ _ -- 



i 



a 



xz: 



^ 



xz: 



S 



{^ 



I 



@ 



xz: 



xzzrr 



mx 



i 



# 



A series of sixths, inversion of the same passage : — 
Ex.67. _ ..-^ ^-^ 



-<3>: 



xnz: 



xz: 



49 49. 



xz: 

:ix: 



xi: 



xz: 



-«^- 



i 



6 



6 



m 



xz=: 



6 

XX 



6 



6 



6 



xz: 



m 



A series of common chords in which the fifths are 
not prepared : — 

Ex. 68. ^-^ 



i 



^ 



s 



xz 



IS 



zz: 



a 



I 






xz: 



zz: 



z^: 



i 



Another series :— - 



flHr 



^ 



xz 



SE 



xz. 



xz 



a 



3EZ: 



s 



^=^ 



6 
1:2: 



xz 



5 
xz 



5 6 

^1 



A series of comn^on chords which have no con- 
nection with each other :' — 

Ex.. 69. 



$ 



di 



«: 



m: 



s 



:» 



m 



xz 



•cr 
6 



xz 



I 



xz 



iS: 



xz 



1 



A series of sixths, inversions of the preceding pro- 
gression. The series proceeds by direct movement : — 

Ex. 60. 



^^^^^^ 



xz: 



xz 



jfZ 



xz 



i 



6 



6 



6 



6 



.Cig- 



6 



1 



Another series of common chords, descending : — 
Ex. 61. 



^=tJ=if.Ep^ ^ 



6 
XZ 



r 



s: 



^1 



xz 



xz 



1 



Series of sixths ; inversion of the preceding : — 
Ex. 62. 



$ 



idizr: 



xz 



xz 



xz 



i 



6 



6 



6 



6 



6 



zz 



xz 



^ 



i 



ARTICLE III. 

Thb Dominant Seventh. 



The chord of the dominant 
seventh consists of the major third, 
the fifth, and the minor seventh. 
It is figured by JL, or t. It is 
placed on the fifth of the key : — 



Ex. 63. 



$ 



w 



i 



m- 



^ 



i 



Ex. 64. 



The seventh is a discord, and must descend by 
one degree ; while the leading note must ascend by 
one degree. Its first inversion 
Consists of the minor third, the 
diminished fifth, and the minor 
sixth. It is figured by 4- It is 
called the chord of the sixth and 
diminished fifth. It is placed on 
the leading note : — 



f^=W^^ 



^ 



4 



I 



12 



CATEL'S TREATISE 



Its second inyersion consists of > Ex. 65. 



ffi~gg^S 



m 



t 



i 



Ex. 66. 



the minor third, the fourth, and 
thd major sixth. It is figured by 

I or +6. It is called the chord of 
the little sharp sixth. It is placed 
on the second note of the key: — 

Its third inversion consists of the 
major second, the superfluous fourth 
or tritone, and the major sixth. It 
is called the chord of the tritone. 
It is figured by J or by +4 : — 



The chord of the dominant seventh is resolved 
on the tonic; which produces a repose in harmony 
called a perfect cadence: — 



^^m 



zsor 



1 



Ex. 67. 

Major. 



^j^^ti 



W 



I 8 



'^ Perfect cadence. 



Ex. 68. 

Minor. 







Perfect cadence. 



This chord is the same in both modes. 

Method of employing the dominant seventh in 
the major mode : — 

/ Ex. 69. In C mi^or. 



p 



- <J MM ^ O *J ^ <J MB I ^, <J 



r-^^r-^-T'^ n^ r 



m 




•3*:. 












8, « 



i^P 



7^=k 



j«_^=p=^ 



zz 



«: 



^ 



-^-; 



» 




ZZ 



6 



m=M^ 



X 






6 



6 



^. 



3Z 



TOE. 



X 






P^i 



Method of employing the dominant seventh in 
the minor mode : — 



Ex. 70. In C minor. 




• gt-l^ja-g. 'p zJfe^.g- pLj 



r 



r 



■ — " O 



+ 






a + a. ■& ti 8 a a 




ARTICLE IV. 

Thb Imperfeot Seventh in the Major Modi. 

The chord of the imperfect seventh consists of 
the minor third, the diminished fifth, Ex. 71. 
and the minor seventh. It is placed Jj ~^:^.^t I f " 
on the leading note :— S^ ^ ?^W^ 

The seventh, which is a discord, descends by one 
degree. The fifth, which is diminished, — ^and con- 
sequently a discord, — descends also by one degree, 
and the leading note ascends by one degree. This 
chord is figured by JJ.. That its effect g^^ 72. 
may be the more agreeable, the third 
is omitted : — 



•^ tf_ll 



Its first derivative (or inversion) consists of the 
minor third, the fifth, and the major jj^^ 173^ 

sixth. It is called the chord of the Q * — |p 

great sixth. It is figured by + J : — ffl '^ ^ U 



Ex. 74. Ex. 75. 



It is placed on the second 
note of the key, which must 
ascend, in order to avoid 
the two fifths : — * 



^^ Good. Bad. 



S 



6 



^: 



s 



zz 



Its second derivative (or inversion) consists of the 
major third, superfluous fourth, and major sixth. 
It is called the chord of the tritone jg 1^1^ 
and major third. It is figured by + J . q ' ^ — w r 
It is placed on the fourth note of the ^ v^u^ 
key:- ^ "*• J 

Its third derivative consists of the major second, 
the fourth, and the minor sixth. It is called the 
chord of the second. It is figured g^^ 73^ 
by +2. It is placed on the sixth -^=^ — —ff 
note of the key :— ^E^^^ 



+a 



Although this inversion may be made without 
preparation, it is rarely used so ; its effect is much 
more agreeable when the discord is prepared j— 

Ex. 79. : Ex. 80. 





Rarely used. ""^ Prepared. 

Observation, — ^This chord is resolved on the tonic, as 
well as the dominant seventh. These two chords possess 
three notes in common. 

On each of these notes either of the two chords may 
be placed ; or even both alternately. 

The similarity which exists between these two chords, 

Ex. 76. 

Ist Inver. 2nd. 

DC 



* That the first and second derivatives of 
this chord may be employed in a more agree- 
able manner, the intervid of a second which 
occurs, should be introduced as its inversion 
of a seventh I-' 



^m 



:=ncizn 



s 
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>rove8 their identity ; and cleaily demonstrates that they 
originate from the same source. 

The fundamental sound* of the dominant seventh, 
ibould therefore be considered as that of the imperfect 
teventh. 

Method of employing the imperfect Bevenih in the 
[najor mode : — 

Ex.81. 



p zji — rJ^ 



3D 



'V 



^^ 



^^ 






s 



5, a 6 ft . 6 



jtiL 



#^^=J^^^N^^^ ^^ 



+J e +8 6 +8-^ 



Method of employing the dominant eeventh and 
the imperfect seventh alternately : — 

No. 82. 




6 J- 5. -t 5. -t 5 



*!8 6 \ 



^^^^ ^^^D^^^g'^ ^ 



6+1 6 



Mzp-r-tT-^ 



I % 



I I 



^T^l" 



xz 




^ ^V'-^^^=^ 



(gg- 



+ 4- 
3 



6 



I 



S 



^^ 



-«: 



i 



xz: 



g^3^fc^ ^ 



The chord of the imperfect seventh does not 
3XcluBively pertain to the major mode. There are 
sasesy where it may be employed without pre- 
paration on the second note of the relative minor 
cey. It is then called the chord of the seventh on 
he second of the minor key. It is resolved on the 
lominantf It is figured, and also its derivatives, as 
n the major mode. Its third derivative is not used 
KriUiout preparation : — 

* The fundamental sound of a chord is iU loweet note, when the chord 
I in a progression of thirds. 

t In the minor mode, the fundamental sound 'or root) of this chord 
I tlie lowest note of the chord Itself; and not the dominant, as in the 
u^ mode. 



Ex. 83. -J, _ - 

Chord of the teTenthoa the •ciX* ox. 

ond in the minor mode. 1st deri? ative. 




Ex.85. 

ind derivative. 



a I te II H~l te I I " ibszlb 

-t5- "wr 'KT -xjr -tf- -Tor 



m 



I 



8 



^^ 






"■ I I " I "-H = 



It is this double use, which has caused this chord 
to be called the mixed seventh. 

Since, in the minor mode, this chord is much 
more frequently used by preparing the seventh, than 
without preparation; it is no other than an imperfect 
common chord, receiving a prolongation of the 
seventh. Thus, it ranks among simple chords, which 
receive the prolongation of an alien note. (See 
Article VII, on Prolongations, page 14.) 

Method of employing the seventh on the second 
of the minor mode vdthout preparation : — 



Ex.86. 



p 



s 






^^S^^pf 



I 



i a *i « 8 +1 



d=: ^— rff f ' I "'— FF 



^p" r (J^^NteT^ tFl 



I *i 



T 



2 






xz 



jo: 



^ 



ARTICLE V. 
The Diminished Seventh. 
The diminished seventh is the imperfect seventh 



Ex.87. 






m 



i 



of the minor mode. It consists of 
the minor third, the diminished fifth, 
and diminished seventh, which 
make 3 minor thirds. This chord is 
placed on the leading note of the 
minor mode. It is figured by * : — 

The seventh, which is a discord, should descend 
by one degree ; the fifth, which is diminished, should 
also descend by one degree ; and the leading note 
should ascend by one degree.! Its first inversion 
(or derivative) consists of the minor > Ex. 88. 
third, the diminished fifth, and the 
major sixth. It is called the chord 
of the sharp sixth with false fifth. 
It is figured by + J ; and is placed 
on the second note of the key: — 

Its second inversion consists of 
the minor third, the superfluous 
fourth, and the major sixth. It is 
called the chord of the tritone and 
minor third. It is figured by + J ; ^ 
and is placed on the fourth note of ^ 
the key : — 

t This chord pertains ezelusivelj to the minor mode ; it can only ht 
employed in the mi^or mode by a licence. 




Ex. 89. 
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Its third inveTBion coitsiBts of the 
extreme sharp second, the eharp 
fourth, and the major sixth. It b 
called the chord of the extreme aharp 
second. It ia figured by +2 ; and 
ia placed on the sixth note of the 
key : — 

The chord of Ae diminiahed aeventh ie resolved 
OD the touic. 

All that was said upon the imperfect seventh, 
as regards its relations with the dominant Beventh, 
applies equally to the diminished seventh. 
, Ex. 91. 



m^^^wm^^^w 




Method of employing the diminished seventh and 
the dominant seventh : — 
, No. 92. 




ARTICLE VI. 
Thb Dominant Ninth, Major. 
This chord is a combination of the dominant 
seventh and the imperfect seventh i-^_Ex. 93. 
together. It consists of the major 
third, fifth, minor seventh, and 
major ninth. It is figured by?; 
and is placed on the dominant : — 

The seventh and ninth are discords, and mast 
descend, by one degree. 




They may be resolved either at the same time, a 
one after toe other, by beginning with the nintli 

The leading note must ascend by one degree. 

This chord is resolved on the tonic 

The fifth should be omitted, to render the effect 
less harsh ; — 
Ex.94. 



This chord is snsceptible of inversions'; bnt Ae 
fundamental sound should always be at the distanw 
of a ninth from the discord, this interval not being 
BDsceptible of inversion. 

The first inversion consists of the minor third, 
the diminished fifth, the ^ ^^ gg 
minor sixth, and minor ^ 
seventh , at th e octave above. 
It is figured by i ; and is 
placed on the leading 



The second 

aista of the minor third, the 
fourth, the fifth at the octave 
above, and the major sixth. 
Itisfignredby | This in- 
version is the least nsed :— 





The third 
sists of the major second, 
the major third at the octave 
above, the superfluous fourth, 
and major sixth. It is figured 
by*}:- 

Thb DouutANT Ninth, Minob. 

This chord is the same as the preceding ; with the 
exception of the ninth, which is minor. It is an 
amalgamation of the dominant seventh, and of the 
diminished seventh. It is figured by { : — 

Ex.98. 




It Is employed in the eame manner as the pre- 
ceding, as well as its inversions : — 
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ARTICLE Vn. 

Passing Notes; Prolongations; Suspensions; 

AND Retardations. 

Natural harmony being composed only of common 
chords, dominant seventhsy and sevenths on the lead- 
ing note^ the too frequent recurrence of the same 
chords produces a monotony that is obviated by 
means of certain artificial discords introduced into 
simple harmony. These discords are of two kinds : 
passing notes, and prolonged notes. 

Passing Notes. 

Passing notes are employed on the unaccented 
part of tiie bar, or on the unaccented portions of 
time in the bar. 

They are not akin to the chords, upon which they 
merely touch, without becoming identified with them. 

They serve to fill up the space of an interval of 
a third, of a fifth, <fec. 

They should always proceed diatonically ; that is 
to say, they should proceed by conjunct degrees, 
whether in ascending or descending. 

The rule which forbids two fourths, two fifths, or 
two octaves in succession, applies to passing notes 
mS if they formed part of the harmony. 

Natural harmony, with a leap of a third in the 
melody and a leap of a fourth in the bass : — 

Ex. 100. 



^ 



xz: 



^ 



jtm: 



I 



^ 



TM' 



3EZ: 



m 



The leap of a third filled up by a passing note in 
the melody and in the bass : — 

Ex. 101. 



:^^^ ^J-H^?F= 


^=J=^ 


—s — H- 


-§h^ « t_M-^ 

^^Tfe ■ — tf^ — r-- 


A — "- 

6 

-\ — s 


— ^— H- 

5 

— ^ — H— 


^sJ.J^ — ^ WI — p- 


4 — s 


r-H- 



The leap of a fourth filled up by two passing 
notes in the melody and in the bass : — 

Ex. 102. 



pl 



-«»- 



m: 



jCE 



I 



m 




i 



^ 



F=ff=F 



:ez: 



1 



The second part containing the passing notes at 
a third below the first part : — 

Z Ex. 103. 



5 ■ ■ 


I/I l^^lf'f^ 1 

^r rir rrF 


1^ 



The third part containing the passing notes at 
a third above the bass. 



In this example the four parts contain passing 
notes by contrary movement :— 

Ex. 104. 



[ jU-^ , «' hT^Yt^ 



i 



<g i ^-4 ^y^ ^^|y :t^Efe 



Natural harmony, with a leap of a third in the 
melody and bass : — 

^Ex. 106. _^ -^ ^^ 



6 




X2. 



6 



CM cr 

6 6 



zz 



iE^ 



r "' 



zz 



i 



The leap of a third filled up in the melody and 
bass by a passing note, placed on the unaccented 
part of the bar : — 



Ex. 106. 




A passing note placed on the unaccented part of 
each portion of the bar in the treble and bass : — 




p 



^ 



t-j j J J 



:» 



x^ 



*^B= 



HEJC 



:» 



i 



6 



6 






Ex. 108. 




Natural harmony, with 
a leap of a fifth in the 
melody and bass : — 



The leap of a fifth filled up by passing notes, in 
the melody and bass : — 

Ex. 109. 
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Prolokgbd Notes. 

One or more notes of a chord may be prolonged 
on to the following chord. 

The prolonged note is a discord which must 
descend by one degree, either in the chord itself on 
to which it is prolonged, or in the following chord : — * 



i 



Ex 112. 
flu 



Simple Hannoiqr. 



xz: 



I 



uc 



li " I il II 



6 



i 



jOT 



TW 



^ -Ti^P^-^ 



Prolongation is 'generally no more than the re- 
tardation of a note of the chord. In this case, it 
may be resolved in the chord itself, on the note 
which it retarded. 

That is called a chord of suspension, in which one 
or more notes are retarded : — 



Ex. 113. 



Ex. 114. 



Retardation of the 8rd, of the 6th, 



Ex. 115. 

of the 8th. 
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Prolongation may also be effected on a chord 
already complete, in which the prolonged note is 
not resolved ; bnt it must necessarily be resolved in 
the following chord, by descending one degree :— 



Simple Hannony. 



Ex. 116. 







Prolongation of the tfh 
on to the common chord. . 
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Prolongation of the 5th 
on to the chord of the 6tii. 
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Prolongations produce discords of the second, the 
third, the fourth or eleventh, the fifth, the sixth or 
thirteenth, the seventh, and the ninth. 

A prolongatign is made on the accented part of 
the bar, or on the accented portion of it; and the 
resolution is made on the unaccented part : — 



* There are cases, where the prolonged note is a retardation of an 
upper note ; on such an occasion, it ' ~ ~ 
•f descending:— 



upper note ; on such an occasion, it should ascend by one degree, instead 
"Ing:— 

Simple Harmony. 
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Retardation of the 6th hy the 5th. 




m 



6 



rxz: 



xz 



1 



Ex. 119. 



Prolongation of the 7th on to the accented part. 
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A prolongation may also be made on the xmacoented 
part of the bar, when it has already been mttde on 
the accented piurt ; excepting in the bass, which does 
not admit of it on the unaccented part : — 

Prolongation of the 7th on the accented and onacoented 
I>art of the bar. 
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Ex. 121. 
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The prolonged note should have at least as long 
a duration when a concord, as when a disoord*-!- 

This rule is by no means indispensable : — 



Ex. 122. 
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Not only one, but two or three notes may he 
prolonged simultaneously, which produces double 
and triple discord. 

Each of these discords should find its resolution, 
either in the chord itself, or in the following chord ^— 

. Double Discord. > Triple Discord.! 
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The prolonged note is a discord, when it forms 
an interval of a second or a seventh, with one of the 
notes of the chord, on to which it is prolonged ; bnt 
in the contrary case, it is apparently a concord, 
although it is reaUy a discord, since it is not akin to 
the chord : — 

Ex. 125. Ex. 126. Ex. 127. 

Simple Harmony. Syncoggtions apparently conscmant. 
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t The concord which precedes a discord, is called its preparatfon. 
} This chord is known as the chord of the eleventh. 
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Ejc. 128. 

Simple Harmony. 



Ex. 129. 

Sjmcopstionf apparently Consonant. 
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The second chord in this example, is a common 
chord on the second note of the key. This is the 
chord which will he in- jj^^ ^^q^ 
verted in the following 
examples; and it is upon 
this chord and its inver- 
sions, that all the pro- 
longationB will he made : — 

Ex. 131. 



Simple, or Natural Harmony. 
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The first mvereion pre- ffl I "^^ I «* t *» :llz 
sents a simple chotd of the 6 9 X a 



Ex. 132. 



The second inversion 
presents a chord of the 
fourth and sixth :— 
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Ex. 133. 




In this example the 
common chord is not 
inverted, hut it descends 
a third : — ' 



The prolonged on the chord of D, forms a discord 
of a seventh on the jg^ -^^^ 

common chord of D. Discord of 7th on the Common chord. 

This discord is re- r^-S i _ - g . jr .g-n 



solved hy descending 
one degree on the 
chord of the dominant 
seventh : — 



Prolongation.* Resolution. 
5 J T 3 
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No. 135. 

Discord of 5th in the chord of 6th. 




The prolonged 
on the F, forms a 
discord of a fifth in 
the chord of the 
sixth: — 



The prolonged 
on the A, forms a 
discord of a third in 
the chord of the six- 
four : — 



• This chord is known as that of the minor seventh. 

t This chord is known as that of the fifth and sixth, or first derivative 
of the minor seventh. 

t This chord is known as that of the little sixth, or second derivative 
of the minor seventh. 



Ex. 136. 

Discord of 8rd in the chord of 9 





Prolongation.} Resolution. 
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The C prolonged 
in the hass, under 
the chord of D, forms 
a discord of a second, § 
heneath the common 
chord : — 



In this example, the second 
chord is a major common 
chord; upon which, and its 
inversions, the prolongation 
will be made : — 



Ex. 137. Discord of 

2nd under the common chord. 
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Resolution. ^ 
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Ex. 138. 

Simple Harmony. 
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The first inversion is a 
chord of the sixth : — 
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Ex. 139. 
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The second inversion is 
a chord of a fourth and 
sixth: — 



^ Ex. 14 0. 
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Ex/ 141. 



Discord of a fourth, 
retarding the third in 
the common chord : — 
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Fourth and fifth. 
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Discord of a second re- 
tarding the chord of the 
sixth ; — 



$ 



Ex. 142. 



i 



m 



:mjc 



Second and fifth. 
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Ex. 143. 



Discord of a seventh 
retarding the chord of 
the six-four :^ — 



^ Seventh »x\A fnnrttt. 
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Seventh uid fourth. 
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In this example, the second 
chord is a major common 
chord : — 
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Ex.144. 

Simple Harmony. 
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$ It should he observed that when the term Discord of M« second is 
used, it is not the second which is the discord, but the note itself of 
the bass ; whereas, when the terms are used— -discord of the third, of 
the fourth, of the fifth, of the seventh. Sec, it is the third, the fourth, 
the fifth, and the seventh which are discords. 

II This chord is known as that of the second, or the third derivative of 



the minor seventh. 
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Ex. 145. 



First inversion^ chord of 
the sixth ." — 
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Ex. 146. 



Second inversion, chord of 
the six-four : — 
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Ex. 147. 



Discord of a ninth, 
retarding the octave in 
the common chord: — 
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Discord of a seventh, 
retarding the octave of 
the sixth in the chord 
of the sixth : — 
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Ex. 148^ 
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Seventh and sixth. 
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Discord of a fifth; re- 
tarding the octave of the 
fourth in the chord of 
the six-four : — 



Ex. 149. Foarth, fifth, ftiixth. 
» t -t. , , , ^ . 
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Discord of a seventh, 
retarding the sixth in the 
chord of the sixth : — 
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Ex.150. , 
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Discord of a fifth, re- 
tarding the fourth in the 
chord of the six-four : — 
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Ex. 151 , 
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Sixth and fifth. 
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Discord of a second, 
retarding the common 
chord: — 



. Ex. 152. 
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Second. 
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Ex. 153. 



Double discord of a 
fifth and seventh, re- 
tarding the sixth in the 
chord of the sixth : — 
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Seventh and fifth. 
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Double discord of a 
third and fifth, retarding 
the fourth in the chord 
of. the six-four : — 



Ex.154. , 
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Third, fifth and sixih. 
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Ex. 155. 



Double discord of a 
second and sixth, re- 
tarding the fundamental 
note, and the octave in 
the common chord: — 
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Second and aizth. 
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Example of the domi- 
nant seventh and its three 



inversions :- 



Ex. 156. 

Simple Harmony. 
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Ex. 157. 



First inversion. Chord 
of the sixth and diminished 
fifth :— 
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Ex. 158. 



Second inversion. Chord 
of the little sharp sixth : — 
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Ex. 159. 



Third inversion. Chord 
of the tritone : — 




Ex. 160. 



Discord of a fourth, 
retarding the third 
in the chord of the 
dominant seventh : — 



fei^^^ 



Fourth, fifth, and seventh. 
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Discord of a second, 
retarding the chord of 
the diminished fifth 
and sixth : — 



Ex. 1«1. 




Second, fourth, and fifth. 
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Discord of a seventh, 
retarding the sixth in 
the chord of the im- 
perfect seventh : — 



Ex. 162. 
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Difloord of a fifth, 
retarding the fourth 
m the chord of the 
tntone :— 



Ex. 163. 
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In diia example, the second 
chord is a minor common 
chord:— 







Ex.164:. 

Simple Hannony. 




£E 



i 



Ex.165. 



Discord of a ninth, re- 
tarding the octave in the com- 
mon cnord : — 



Mtnth. 
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Discord of a fourth, retard- 
ing the third in the common 
chord :— 



Ex.166. (II.) 

'^ Fourth. 




Ex.167. (III.) 

Ninth and fourth. 



Double discord of a ninth 
and a fourth, retarding the 
octave and the third in the 
conmum chord : — 
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In this example, the second 
chord is a simple chord of the 
sixths- 




Discord of a seventh, re- 
tarding the sixth in the chord 
of the sixth : — 



Ex.169. (IV.) 
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XMscord of a ninth, re- 
titding the octave in the 
dboid of the nxth :— 



Ex.170. (V.) 

Ninth and sixth. 
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* Thia ohort ia kDOVB aa that of the major leyenth. 



Double discord of a 
seventh and ninth, retarding 
the sixth and the octave in 
the chord of the sixth : — 



Ex. 171. (VI.) 

Seventh and ninth. 
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In this example, 
the second chord is a 
minor common chord : — 
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Ex. 172. 

Simple Hannony. 



ft 



:»- 



MM.. 



^1 



331 



5 

TV 



Ex. 173. 



Discord of a seventh 
on the common chord: — 




Seventh. 
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Double discord of 
a seventh on the 
common chord and 
of a ninth, retarding 
the octave : — 



Ex. 174. Seventh and ninth. 
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Ex. 176. 

Seventh, ninth, and fifth. 



Triple discord of y 

a seventh on the ^^ 3gF 

common chord, and ffl "^^ 5 
of a ninth and fourth, | 9 

retarding the octave Tr sc r .. ^ \ 

and the third \— ^& ^-wm \ ^EE 



^ 



6 

5^ 



■t- 



i 



Ohord of the sixth at 
the second bar : — 



Ex. 176. Simple Hannony. 
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Discord of a fifth 
in the chord of the 
sixth : — 



Ex. 177. Fift h and s ixth. 
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Double discord of 
a fifth in the chord 
of the sixth, and of 



a seventh, retarding f(9)i ^ =t 



the sixth : 

Triple discord of 
a fifth in the chord 
of the sixth, and of 
a seventh and ninth, 
retarding the sixth 
and the octave : — 



^2^ 178. Fiftli <uid leventh. 
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Ex. 179. Fifth, seventh, and ninth. 
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The chords of the dominant seventh, the imper- 
fect seventh, and the diminished seventh, may be 
wholly prolonged on the tonic and on the mediant 

. Ex. 180. 

Thecbordof thedomi- Fjg^-B^h-§-h-« ^ 
nant seventh, followed ^'^~"*^'^^ ^ *^~F 
by the tonic, carrying the 
cosimoQ chord : — 
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Ex. 181. 



Second inversion of 
the dominant seventh, 
followed by the me- 
diant, carrying the chord 
of the sixth : — 
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Prolongation of the 
dominant seventh on 
the tonic, retarding 5 \ 

the conuaon chord: — (gf-g— ^^13 

^^Ex. 1 83. _,^ j 

Prolongation of the |^ g:: B--8 ^^fZg I^S ^^g^ 
dominant seventh on jy *^ ' »--f-- ^ . H: 

the mediant, retard- 
ing the chord of the 
sixth : — 
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Chord of the imperfect y Ex. 184. 



seventh on the dominant, 
or dominant ninth, fol- 
lowed by the tonic, 
carrying the common 
chord : — 
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Prolongation of the 
imperfect seventh on 
the tonic, retarding 
the common chord : — 



First inversion of 
the imperfect seventh, 
followed by the me- 
diant, carrying the 
chord of the sixth : — 
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Ex. 186. 
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Ex. 186. 
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. Ex.* 187. 
Prolongation of the f^^ — 8 ^ 
imperfect seventh, on ^E^z=z=± 
the mediant, retard- 
ing the chord of the 
sixth \-^ 



%E^ 



e^ 



i 



6 



+8 



6 



m^^^iME^^^ 



Ex. 188. 



Chord of the dominant 
seventh, followed by the 
tonic in the minor mode : — 



* This chord is known as that of the superfluous seventh, or eleventh 
on the tonic. 

t This chord is known a!i that of the superfluous seventh, and major 
sixth, or thirteenth on the tonic. 




Second inversion of the 
dominant seventh, fol- 
lowed by the mediant, 
carrying the chord of the 
sixth f^ 



Ex.189. 




Ex. 190. 




Prolongation of the 
dominant seventh on 
' the tonic, retarding 
the common chord : — 



Prolongation of the dominant seventh on the 
mediant, retarding the chord of the sixth. In 

this prolongation, the ' Ex. 191. 

mediant forms, with 
the leading note, the 
interval of an extreme 
sharp fifth : — 




Chord of the diminished 
seventh on the dominant, 
or dominant minor ninth, 
followed by the tonic :— 




Ex. 192. 
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Ex.193 

Prolongation of the ^^EeB 



diminished seventh 
on the tonic, retarding 



the common chord : — ^^p — =r ^ . ± 
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First inversion of the 
diminished seventh, 
followed by the me- 
diant, retarding the 
chord of the sixth : — 



Ex. 194. 
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Prolongation of the diminished seventh on the 
mediant, retarding the ^^ Ex. 195. ^-n I 



chord of the sixth. 
This prolongation also 
presents the interval 
of the extreme sharp 
fifth :— 
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Examples of all the progressions in the bass; 
together with the natural chords, and the pro- 
longations, which may be introduced. 

\\ 

The bass ascends by a second : — 

Simple Harmony. 



TbeSverstardad. 



Ex. 196. 
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31 



X This chord Is known as that of the superfluous fifth. 

\ This chord is known as that of the superfluous seveiflh and minoi 

sixth, or tliirteenth on the tonic. 
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Ex. 197. 



simple Harmony. The 6th retarded. TheSvedo.. 




The 8rd retardT The 8rd and Sre. The 8ve and 6th llieSye, 0th & Srd. 
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simple Harmony. 
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Ex. 198. 
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The Sre retarded. 
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The Srd by the tad. 



The Sve and Srd. retarded. 
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Ex. 199. 






Simple Harmony. The 6th retarded by the 5th. 
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^ "^ >*— ^ ^ The 8ve and the 6th 

The 6th by the 7th. The Sve by the 9th. by the 9th and 7th. 
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Simple Harmony. 



Ex. 200. 
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The 6th retarded. 
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The Sve and the 6tb. 
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Ex. 201. 



Retardation of the 4th. 
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Simple Harmony. 
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Retvdation of the 6th. Of 6th and 4th. Of the Sve, 6th, & 4th. 
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The bass descends by a second : — 

Simple Harmony. The Srd ret arded. 



Ex.202. 
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The Fundamental note 
retarded. 

Ex. 203. 

Simple H|nnony 
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The Funclunental note and 
the Srd retarded. 



The Srd retarded. 
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Ex.201. 
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The sixth retarded 
in the Baaa. 

Simple Harmony. 
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The Srd retarded. 
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The Fundamental note retarded. The Fundamental note and the 

Srd retarded. 



Ex. 206. 
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Simple Harmony. 
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The 6th retarded. 
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The Srd retarded. 
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The 6th in both parts. 
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in the Bass. 
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The Srd and the 6th by 
thebasi. 
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Ex. 206. 
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simple Hannony. 
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The 6th retarded. 
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The bass ascends by a third : — 

Simple Harmony. The 5th r etarde d by the 6th. 



Ex.207. 
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The 5th retarded. 
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The 5th and Srd. 
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Ex. 209. 
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The bass descends by a third : — 

^_ y^ Simple Harmony. 
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Simple Harmony. 
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The 6th retarded by 7th. 
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The 6th retarded by 5th. The 6th retarded by 7th and 5th. 
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Ex. 212. Xhe 6th and 4th retarded 

Simple Harmony. The 4th retardedby the 5th. by the 7th and 5th. 
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The bass ascends by a fourth :— 

rmony. The^jgwCarfed. 
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Ex. 214. 
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The 8ve retarded. 
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The 8?e and 6th retarded. 
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Ex. 215. 
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The bass descends by a fourth : — 



Simple harmony. 



Ex. 216. 
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The Srd retarded. 



The 5th and Srd retarded. 




ARTICLE Vin. 
Cadences. 

A cadence is the termination of a musical phrase 
on a repose. The resolution of a discord into a 
concord is also called a cadence. 

There are two principal cadences : — ^the cadence 
on the tonic, and the cadence on the dominant. 

The cadence on the tonic concludes the sense of 
the musical phrase, and is called final or perfect 
cadence. 

The cadence on the dominant suspends the sense 
of the musical phrase without concluding it. 

The perfect cadence consists of the chord^ of the 
dominant resolved on the tonic : — 



Ex. 217. 
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Perfect cadencea. 
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Minor mode. 




The resolution of the _,^i^2W^ Hi»,r».a. 
imperfect seventh, and of 
the diminished seventh on 
the tonic, is also a perfect 
cadence ; hnt it is rarely 
employed as a final 

cadence--— -^ Pef!5Sr««lencet. 

The inversions of the dominant seventh and of 
the diminished seventh^ resolved on the tonic^ form 
also perfect cadences :— 

M^ rmode. Mtaor mode. 




Ex. 219. 
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'« Perfect cadences. 

The cadence on the tonic may also he introduced 
by the suhdominant, carrying the common chord, or 
chord of the sixth : — 
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Minor mode. 
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Cadences on the tonie, or plagal cadences. 

This cadence does not terminate the sense of the 
mnsical phrase as the perfect cadence does ; never- 
theless, it is occasionally used as a conclusion in 
mnsic of the sacred style. It is called a plagal 
cadence. 

Ex. 221. 

^ Mi^ot mode. Minor mode. 



The cadence on the 
dominant is the transition 
of the tonic, while resting 
on the dominant : — 
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"v Cadences on the dominant. 

The cadence on the dominant is also the tran- 
sition of every chord, while resting on the dominant ; 
it is not a final repose, and merely serves to suspend 
the sense of a musical phrase : — 

^ ^^ Mijor modes. 



Ex. 222. 
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Cadences on the dominantT 
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Ex.223. 
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In the minor mode, the repose (or pause) on the 
dominant, always takes plaoe on the major common 
chord : — 

Minor mode. 



Ex.224. 



Ex. 225. 




A momentary repose (or pause) may take place 
on each of the other notes of the scale, as an inter- 
mediate cadence, before reaching one of 'the two 
principal cadences :— - 

^2. 226. Intermediate cadences. . . 
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The perfect cadence may be avoided, interrupted, 
or broken, by changing the resolution of the domi- 
nant seventh, which announces that cadence. 

The cadence is avoided, by adding the minor 
seventh to the major common chord, upon which the 
pause was to have taken place ; 
that is to say, by altering the 
tonic into a dominant seventh, 
which produces two successive 
dominant sevenths, descend- 
ing by fifths : — 



Ex.227. 

Avoided cadence. 
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This cadence may continue to be avoided, and a 
series of dominant sevenths descending by fifths be 
given in succession : — 

iiiX. J^o. A succession of avoided cadences. 
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It should be observed, that the key changes each 
time one dominant succeeds another. 

In the minor mode, the succession of dominant 
sevenths is effected as in the major mode ; but the 
diminished sevenths produced by these dominants 
may be substituted, taking care that all the parts 
shall descend by semitones (see Article X. on 
Genera, p. 36) '. — 
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A tuccessiDn of cadences avoided by diminished sevenths. 
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Fundamental bass. 



The perfect cadence is 
intemipted by causing the 
dominant seventh, that an- 
nounces the cadence, to be 
followed by another domi- 
nant seventh, the funda- 
mental note of which shall 
form a third below the first 
seventh :— - 



Ex. 230. 

Interrupted cadence. 
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Fundamental bass. 
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mu . • Ex.231. 

The interruption a succession of interrupted cadences. 

of the cadence may rjl ^zzpa^^gc 
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be continued, and 
succession of domi- 
nant sevenths be 
given, the funda- 
mental sound of each 
of which shall de- 
scend by a third : — ^ 

"^ Fundamental bass. 

In the minor mode, diminished sevenths may be 
used instead of dominant sevenths : this succession 
conveys the enharmonic genus (see Article X. on 
Genera, p. 35) : — 

Cadences intemipted by the diminished seventh. 
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Fundamental bass. 

Ex. 233. 
The perfect cadence may ^^ interrupted cadence. 



also be interrupted, by causing 
the dominant seventh to be 
followed by another dorii- 
nant seventh, the fundamental 
note of which shall be a third 
above the former one : — 
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In the minor mode 
diminished sevenths 
may be employed 
instead of dominant 
sevenths : — 
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s Fundamental bass. 

Ex. 234. 

Cadence intemipted by dim. sevenths. 
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•^ Fundamental bass. 
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The perfect cadence may 
otherwise be interrupted 
by causing the dominant 
seventh to be followed by 
another dominant seventh, 
the fundamental note of 
which shall be a second 
above the former one : — 



Ex.235. 

Interrupted eadeoee. 
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Fundamental bass. 



Ex. 236. 

Cadence interrupted by dim. aeventh. 



In the minor mode, 
diminished sevenths 
may be used instead of 
dominant sevenths:— 



^^^^^m 



m 






4 + 



6 



-n 



i^H 



m-. 



m: 



i 



Fundamental bass. 

The perfect cadence may likewise be interrupted, 
by causing the dominant seventh to be followed by 
another dominant seventh, the fundamental note of 
which shall be a fourth below the former one : — 

Interrupted cadences. 
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Fundamental bass. 

In the minor mode diminished sevenths may be 
employed instead of dominant sevenths : — 

Cadences interrupted by diminished sevenths. 
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Fundamental bass.' 



The perfect cadence is broken, by causing the 
dominant seventh to be followed by another concord 
than that of the tonic, which this seventh had 

announced. Ex.239. 

Cadence broken by the common ^^ B roken cadence, 
chord on the sixth note. This -jjp — j 
method of breaking the cadence | jr -- 
is most generally used ; it is the 
one 'meant by the simple expres- 



sion, " BROKEN G ADEN CE :" 
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There are different modes of employing it in the 
minor mode : — 

-> ^Broken cadence. .,,^,^ ^ ^ 
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Cadence broken by the chord of the sixth on the 
sixth note ; and the different methods of employing 
it in both modes >-^ 

Broken cadenee. 



Ex.241. 
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Cadence broken by the chord 
of the sixth on the dominant, 
altered into the leading note of 
the relative minor : — 



Ex. 242. 

Broken cadence. 
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Ex. 243. 

Broken cadence. 
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Cadence broken by the chord 
of the sixth on the fourth note, 
altered into the leading note of 
the dominant : — 



Examples of the most usual progressions in the 
bass, wherewith to introduce perfect cadences :-— 
Ex.244. Ex.245. 
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Ex.246. 
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Ex. 247. 



Ex. 248. 
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Ex. 249. 
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Ex. 250. 
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Ex. 251. 
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Ex. 252. 
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Ex. 253. 
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Ex. 255. 
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Ex. 266. 



p^; 



5^^ 



^=3; 






^^^M^^^ 



i+ ^6 +4 f Ji 



* 



fe^i^p^i 



Ex. 257. 



i^^^^tai 



^ 



8_1? f 



l ^SE=i i 



Pn: 



=1: 






rzz: 



1 



Ex. 258.' 
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The preceding examples may be applied to the 
minor mode. 
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Other examples in the minor mode : — 



Ex. 260. 
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Ex. 261. 
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Ex. 262. 
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Progressions of the bass to bring in a repose (or pause) on the dominant :— 






Ex. 263. 
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Ex. 264. 
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Ex. 265. 
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A series of cadences on the dominant :— 
Ex. 266. 
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A Beriea of avoided cadences : — 
Ex. 267- 
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A series of broken cadences >— 
Ex. 268. 
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ARTICLE IX. 

Tbb Diffbrbnt Procedures of the Babs throughout the extent of the Diatonio Soajjb; with 

THE Natural Harmony, and the Dissonant Progressions, most in use. 



Bole of the octave in the majof mode, with the single natnral chords :-« 
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The same, with the discord of the fifth on the fourth degree ascending :-« 
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The same in the minor mode :-« 



#=»=# 




J^J 



cq 



|0 l ^» 



■S 



pzjd:)g ^ ^=f-=EB[ 



6 



6 



6 



t 



T^r.J I | .-^qg=ii ^i^ 



-^»- 



^g^E^ ^ J 1 „ II 



@ 



T3r 



Simple Harmony. 
A succession of sixths : — 
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The sixths retarded hy fifths :- 
Ex. 273. 



a s ^^^^i^^ 







zc 



• _MM 



:km: 



'JOdL 



xz: 



6 6 6 • 6 



z #j: 



^ 



6 



6 



« ^ 



5 6 



jCZ 



g 



zz: 



56 56 56 56 



6 6 



1^ 



• ^ 



^i 



The same passage with syncopations : 
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The sixths retarded hy the fifths and sevenths, producing a succession of seven^s : — 
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Simple Harmony. 
A succession of Common Chords : — 



Retardation of the octave, producing 
a succession of ninths : — 
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Retardation of the octave of the thirds producing a succession of elevenths :— 




Ex. 277. 
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Simple Harhont. A succession of Retardation of thirds, producing a succession 

Ex. 278. Common Chords. :— "Y" Ex. 279. of fourths and fifths :--^ 
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Simple Habmont. 
Ex. 280. 



A succession of sixths : — 
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The sixths retarded by sevenths, producing 
Ex. 281. a succession of sevenths : — 
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Simple Harmont. A succession of sixths :- 
, Ex. 282. 
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The sixths retarded by sevenths, when the bass descends a second : — 
Ex. 283. ^ 
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The same passage more close : — 
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Ex. 286. 



81HPLB Harhomt. a sncceasion of common chords and sixtihs : — 
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The same, with passing notea in the melody and bass >— 
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The same, differently treated :-« 
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The sixths retarded by fifths: — 
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The same passage made more florid : — 
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Succeasion of fifths, sixths, and seconds : — 
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Simple Harmony. Succession of sixths and common chords : — 
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The discord of a fifth in the chord of the sixth, producing a succession of fifths and sixths :- 
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Simple Harmony. 



A succession of common chords and sixths : — 
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The discord of a second ander the common chord, prodocinK a series of seconds >— 
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The discord of s second under the common chord, and of a fifth in the chord of the nxth, prodndng 
a succession of seconds, sixths, and fifUis ; — 
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Retardation ot the octave in the common chord, 
producing a snccession of ninths : — 
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The discord of a ninth on the common chord, and 
<tf a fifth in the chord of the sixth :— 
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Retardation of the-bass, producing a snccesdon of 
consonant syncopations :— 




The interval of a third in tlie base, filled Qp b; a 
passing note : — 
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Retardation of the common chord in fbe bass, and 
of the sixth in the melody, producing a snccesalon of 

seconda and sevenths : — 
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The same passage, in which the leap of a fourth 
is filled up : — 
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Simple Harmont. A succession of sixths : — 
Ex. 808. 
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Retardation of the sixth, causing a succession of 
sevenths at every other bar : — 

Ex.309. 






6 6 7 6 6 

1^^ 



7 6 6 6 T 6 6 



jtJT. 



TW 



I 



Retardation of the sixth, causing a succession of 
sevenths at every bar : — 
Ex. 310. 




SiMPLB Harmony. A succession of common chords : — 



Ex. 811. 



" ^^1^=^'' 



3@ 



SE 



S 



Sb 



m 



•XX. 



1^ 



^m 






xz: 



xz: 



-«9- 



xr 



zx: 



zz: 



1 



Retardation of the third, producing a discord of the fourth at every other bar :— 



Ex. 812. 



^ -' JjJ I .J^ ^ ^ ^P ^ ^p:4.f#^ ^^^ ^^^ 



w^ 



I 



6 



% 



4 



^N 



•JCKl 



I 



xz: 



I 



•XX. 



•XX. 



XX. 



1 



Retardation of the third and octave, producing discords of the fourth and ninth alternately : — 



Ex. 318. 
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Retardation of the third in the dominant seventh and in the common chord : — 



.Ex. 314. 
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Retardation of the third in the dominant seventh, and of the third and octave in the common chord : — 
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SoEFUi Habmont. a Buccession of common chords : — 



Ex.316. 
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Betaidation of the first part, making a succession of sixths^ and fire-fours alternately :— 
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Betardation of the second part, making a succession of five-fours and ninths alternately : — 
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Retardation of two parts at a time, making a succession of six-fours and of nine-fours alternately :-« 
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Simple Habmont. A succession of common chords :— 
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The same passage, with consonant syncopations in all the parts : — 
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The same, with consonant syncopations in the second part : — 
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The same passage, wherein the octave is retarded in the first part, and the two intermediate parts are 
made florid by passing notes : — 
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SmPLB Harmony. Consonant syncopations in the first part : — 
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The leaps of a fourth and of a third filled up by passing notes : — 
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SniFLB Harmony. A succession of common chords and sixths : — 
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Betardation of the sixth, producing a succession of sevenths : — 
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The leaps of a third and a fourth filled up by passing notes : — 
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81MPLB Harmony. A succession of common chords. In this example the key is not determined : — 
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The leaps of a third and*a fourth filled by passing notes : — 
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A snceession of common chords, of sixths, and of six-fours, alternately : — 
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Retardation of the fifth by the sixth : — 
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Retardation of the third, making a discord of the fourth : — 
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Simple Harmony. 
A succession of common chords :— 
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Retardation of the thirds, producing a sncceBUon 
of five-fours : — 4 ^ 
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This example concludes in the relative key. 

The two first parts made florid by passing notes : — 
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SiMFLB Harmony. A succession of common chords :-« 



Ex. 337. 
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Prolongation of the Beventh on the common chord : — 



Ex. 338. 
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Prolongation of the seventh, and retardation of the octave, producing a double discord of the sevenu 
and ninth : — 
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Prolongation of the seventh, with retardation of the octave and third, producing a triple discord of the 
seventh, ninth, and fourth : — 
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ARTICLE X. 

Genera. 

There are three genera : — the Diatonic, the Chro- 
matic, and the EInharmonic. 

Tlie diatonic genus proceeds hy natural tones and 
semitones ; that is to say, without alteration : thus, 
the two semitones which are found in the scale, are 
of the diatonic genus ; and the scale, either ascend- 

Chromatic scale by sharps : — 
.Ex. 846. 



ing or descending, is called the diatonic gamut or 
scale :«- 

Ex. 342. 
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The chromatic genus proceeds only by semitones ; 
thus, a scale ascending or descending by semitones, 
is called the chromatic gamut or scale. 

In ascending, the chromatic by sharps is em- 
ployed ; and in descending, the chromatic by flats, 
as being the most naturid way :«- 

Ex. 343. 
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Nevertheless, it may be employed in both ways, 
either ascending or descending : — 

Ex.34 4. 

Although a succession of semitones is called 
chromatic, yet the chromatic semitone, properly 
speaking, is only the semitone that exists between 
one note and the same note, subjected to alteration ; 
while the diatonic semitone is that which exists 
between one note and another : — 
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Chromatic scale by flats : — 
.Ex. 347. 
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Another chromatic scale :— - 
.Ex. 348. 
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Chromatic Bnccebsion produced by a series of 
avoided cadences: — 
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The same by diminished sevenths. In this suc- 
cession all the parts proceed by chromatic pro- 
gression : — I 
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"^ Fundamental Bass. 



The enharmonic genus is the transition of one 
note to another, without its intonation undergoing 
any perceptible change. 

For instance, from to Ci a semitone is reckoned, 
and from C to DJp a semitone is also reckoned ; 
these two sounds have therefore the same intonation, 
according to the temperament ; thus, if after a Di? 
comes a Ci, or after a Cjjj a Db, these two notes will 
not sustain any perceptible change of intonation, 
although their names be changed. The transition of 
one of these notes to the other is called enharmonic: — 
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Ex. 252. 

Enhannonic transition. 
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The chord of the diminished seventh is that 
which naturally produces the enharmonic genus, 
since it may be presented under four different 
aspects, without its undergoing any perceptible 
change of intonation : — 



Enbarmonic. 



the sixth bar the D becomes Ox ; and the example 
concludes in D4 minor, which is the correspond- 
ing key to that of Eb minor, the one in which it 
commenced. 

It should be observed, that it is always the dis- 
cord of the diminished seventh, which undergoes 
alteration, and which produces the enharmonic 
transition. 

The succession of the fundamental bass noted, d^ 
monstrates that it is a series of interrupted cadenoes 
which has introduced the transition. 



AUtICLB XT. 

Pedal. 

A pedal, or pedal-point, is a prolonged note in 
the bass, upon which are introduced chords, that are 
alien to it, but that from time to time contain this 
note, otherwise the effect of the pedal would be 
unpleasing. 

A pedal should occur either on the tonic, or on 
the dominant. The pedal on the tonic is especially 
suited to introduce the chord of the dominant seventh, 
that of the imperfect seventh, and that of the di- 
minished seventh, because all these chords being re-, 
solved on the tonic, the pedal note frequently forms 
part of the harmony : — 
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Modulations may be made on the pedal, by con- 
sidering it alternately as a tonic and as a dominant :— 

Ex. 355. 
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Fundamental Bass. 



I 



^^Si^i^^^^^i 



8 






^^m 



2 3 1+T 

I 



'JOC 



"ry 



8 



The pedal on the dominant is a vehicle for all the 
consonant and dissonant progressions. It should 
commence by a pause on the dominant, and finish 
with the perfect cadence, or close on the dominant : — 

Ex. 356. 
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This example begins in Eb minor ; at the third 
bar the CJ? becomes Bk; at the fourth bar the Ab 
becomes GJL ; at the fifth bar the F becomes E 4 ; at 
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Pedal in the middle. 
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The pedal takes place in the lowest part, and the 
harmony ahove it should be at as gpreat a distance 
as possible. Nevertheless, there are cases, where a 
pedal may be placed in the middle part of the har- 
mony, or even in the highest part, provided the 
prolonged note form a portion of the following 
chord:— 
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Simple Humonj. 
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Pedal in the middle. 
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When a pedal — either in the middle, or highest 
part — ^forms an interval of a second or seventh, with 
one of the notes of the chord, this note must not 
connect itself with the pedal note by unison or 
octave, but must be separated from it by a consonant 
interval : 
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Pedal on the dominant, in the upper part. 
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Pedal In the middle. 



to 



In the mil 

j3. 



8 T 4 6 » ^ S 



^M 



JKMm 



TW 



Pedal in'the Bats. 



TT 



i 



CO 
00 



Pedal in the middle 



W""^^^ ^^ 



middle parts. 



IZK 



b^ I 6 — S^ 



t bp kjf it i^ ^ 



^=1 




ARTICLE XII. 

Alterations. 

One or more notes of a chord may be altered, 
when this alteration leads the note in its due conrse. 
For instance, if the D is to ascend to £, it can, 
after touching upon the DS, pass to the DjS, which 
leads to E :— 



Ex. 864. 
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But if the D is to descend to 0, instead of being 
altered by a jl, it should be altered by a b : — 



Ex.865. 
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Every chord may be subjected to one or more 
alterations. 



Major Common Chord, altered. 

The major common chord may be altered in its 
fifth, when ascending; this alteration produces an 
interval of the extreme sharp fifth, and the chord 
consists of two major thirds. In the inversions, this 
alteration may equally take place : — 
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The major common chord may also be altered in 
its fundamental note, when ascending; in which 
case, the chord becomes diminished : — 
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The major common chord xnay likewise be altered 
in its third, when descending ; in which case, the 
chord becomes piinor : — 
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Minor Oommok Ohord, altered. 

The minor common chord may be altered in its 
fifth, when descending; in which case the chord 
becomes diminished : — 
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In may also be altered in its third, when ascend- 
ing ; in which case, the chord becomes major : — 



00 



It may likewise be altered in its fundamental note, 
either when descending or ascending. The alter- 
ation, when descending, produces a superfluous fifth ; 
and when ascending, it produces a diminished third 
and diminished fifth : — 
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,Ex. 373. 



In order to avoid the interval 
of a diminished third, the third 
should be altered at the same 
time as the fundamental note :— 
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As the inversion of the diminished third forms an 
interval of a superfluous sixth, the best method of 
employing this alteration is to present the chord as 
a sixth (inversion), and in this way it is an alteration 
frequently used : — 
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Chord of the Dominant Seventh, alteebd. 

The chord of the dominant seventh may be altered 
in its fifth, either when ascending or descending, by 
taking care to invert the diminished third into a 
superfluous sixth : — 

Ex. 37o. 




When the dominant seventh is altered in its fifth 
descending, this alteration which (in the key of 0) 
changes the D natural into D flat, announces the key 
of F minor ; and the common chord of is no other 
than a pause on the dominant :— • 



,Ex. 376. 




This alteration may take place withont being pre- 
ceded by the natural note : — 

.Ex. 377. 
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Chord of the Imperfect Seventh, ALtERED. 

The chord of the imperfect seventh may be altered 
in its third, when ascending, and by inverting the 
interval of the diminished third into that of the super- 
fluous sixth : — 

Ex. 378. 
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The same chord, considered as the seventh of the 
second in the minor mode, may be altered, by taking 
care to invert the diminished third into the super- 
fluous sixth : — 



Ex. 379. 




* This chord is known m that of the superfluous sixth and trltone. 
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Chord of the Diminished Seyenth, altered. 

'M^ The chord of the dimmished seventh may he 
^™*nTed in its third, when descending. 




«! This alteration is nsed only on the two first de- 
livstiyes of the diminished seventh : — 

Ex. 380. 




The common chord which follows the alteration 
of the diminished seventh, should he major ; for this 
passage is no more than a pause on the dominant. 

The prolongation of a note alien to a chord, does 
not prevent the notes of which this chord is formed, 
from undergoing the alterations proper to them : — 



Ex. 381. 
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One, two, or even three notes of the chord may 
be altered, while the prolongation continues : — 



Ex. 382. 
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In order to avoid the interval of the fourth 
doubly sharpened, which exists from the Ab to 
the Di, Ef? is written instead of Di : — 

Ex. 383. 
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t The two suecessiye fifths contained in this passage, an tolerated, 
provided they do not ocoor in the extreme parts ; that is to say, hetween 
tho higliest part and the lowest part. 

I Thii ehord is known as that of the saperfloous sixth and fifth. 



ARTICLE Xin. 

Modulation. 

Modulation is the passing from one key or mode 
into another. 

In order to render modulation pleasing, the com- 
mon chord of the key quitted, should carry into the 
key entered, at least one note belonging equally to 
the two chords, which shall serve as a connection in 
the harmony : — 

. Ex. 384. 
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But a key is not determined by its common chord 
only : its leading note should als6 be present ; 
wherefore, the best means of determining the key, 
is the perfect cadence, since that gives the leading 
note followed by the tonic : — 

Ex. 385. 
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Modulation may be effected by fifths ascending or 
descending. 

Each modulation by ascending fifths, introduces 
an additional sharp to the key. 

Each modulation by descending fifths, introduces 
an additional flat to the key. 

The most natural modulations are those by 
descending fifths ; because, without the aid of any 
intermediate chord, the modulation may pass from 
into F, from F into B flat, &c. The minor seventh 
only need be added to the major common chord, and 
it will become the chord of jj^. 386. 
the dominant seventh, forming 
a perfect cadence by descend- 
ing from the fifth on to the tonic; 
which cadence will completely 
determine the key : — 




If, on the contrary, the 
modulation is by ascending 
fifths, the common chord of 
the key into which it goes, 
must be preceded by ts 
own dominant seventh : — 
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Ex. 387. 
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Ex. 388. 




It is necessary that this 
dominant should itself be 
connected with the pre- 
ceding chord by several 
notes, and in this way it 
will be better introduced : 



Thus, it is more simple, as well as more easy, 
to modulate by fifths descending, than by fifths 
ascending. Nevertheless, in any piece of music, the 
first modulation, when quitting the primitive key 
goes into the dominant, which is the fifth above ; 
and the modulation into the subdominaut, which is 
the fifth below, does not take place till afterwards. 

Modulation into the relative key, is also one of the 
most simple, and most frequently used, — whether 
by passing &om the major into its relative minor, or 
by passing from the minor into its relative major :— > 



V Ex. 389. 
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Observation. — ^Modulations are principally effected by 
means of cadences ; and by avoiding or interrupting them. 
Beyond this, it is difficult to prescribe rules for modmation ; 
the only one from which no deviation should be made, 
is, to satisfy the ear. It is the essential end of music ; 
and rules are only created, in order that it shall be 
securely attained. 

Modulations fbom Major into all thb 
Major and Minor Ejbys. 



Ex. 390. 



From major 
to 0|| major. 
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From major 
to 0J7 major. 
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Ex. 891, 
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From p major 
into Djf major. 



p 



Ex. 392. 
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Ex. 393. 



From major 
into D major. 
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From major 
into B major. 



Ex. 394;^ 
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Ex.395 



From p major 
into £b major. 
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Ex. 396. 



From p major 
into Eb major. 
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Ex. 397. 



From major 
into Ojjf, minor. 
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Ex. 398. 



From major 
into Ob minor. 
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Ex. 399. 



From major 
into Db minor. 
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From major 
into D minor. 
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Ex. 400. 
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Ex.401. 



From major 
into B minor. 
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From major 
into Bt^ minor. 



Ex. 402. 
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From major 
into Ej? minor. 
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Ex.403. 



xz 



^^ u^ I V § i 



From major 
into Gb major. 



Ex. 410. 
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From major 
into E major. 



.Ex.404. 
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From major. 
iptoE minor. 



_. Ex. 411. 
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Prom major 
into A minor. 



Ex. 412. 
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Prom C major 1*^ 
into A major. 



Ex.405. 
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Ex.406 



From major 
into Ab major. 



i^B 



&xj^ t>S ■ ly> ' l i >^ 



;Eg=t^ 



#■ 



i»4 



1^5 



:Ka: 



3^ 



QCZ 



1 



Ex.407. 



From major 
into F major. 
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Prom major 
into Ab minor. 




Ex. 414. 



From major 
into F minor. 
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Ex. 415. 
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Ex.408. 



From major 
into Fjl major. 
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Ex.409 
From major ^ '^ ^"^ 



into G major. 
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From major 
into F^ minor. 




Ex.416. 



From major 
into G minor. 
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Ex. 417. 



From major 
into Gb minor. 
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ARTICLE XIV. 

On the Method op Figuring.* 

The figures are placed on the notes of the bass, 
to represent the harmony. 

A figure not only represents the interval it desig- 
nates, but it implies one or more others beside. 

For instance, a a implies |, and sometimes |. 
Ex. 418. 
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A 3 implies §, or |. The common chord is 

figured by a 3, when the resolution of a discord 
ti&es place on the third : — 

Ex. 419. 
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Nevertheless, when several thirds in succession 
are figured, no other note of accompaniment is 
requisite : — 



Ex. 420. 




i=nj .J-H=t ! =fcg:..gM[ 



. 3 



3 



8 8 



3 



fcrrt: 



-^ 



3z: 



3 

19- 



3 



3 



^ 



i 



Ex. 421. Retardation of thirds. 
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A 4 implies J; but a four attended by a cross (+ *) 
indicates the chord of tritone, which is accompanied 
by a second and a sixth : — 



Ex. 422. 
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Ex. 423. 
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* Thia Axtkde is atteiitial for tboae who wish to accompany on the 
hnpdchMd (or pianoforte, or organ). 



A 6 implies {. 
A 6 implies } :- 

Ex. 424. 
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A T implies }, and sometimes | ; but the seven 
attended by a cross (+ t), indicates the dominant 

seventh on the tonic, and then the t implies 2 : — 



Ex. 426. 



Ex. 426. 
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An 8 implies |. The common chord is figured 
hy an 8, when the resolation of a discord takes place 
on the octave. A 9 implies | : — 

Jk. 427. 
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^ Ex.428. 

When several 8*s H^ n foS 
follow in succession, | ffl ^ ^^ 
they merely indicate 
unisons : — 
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Sometimes two figures imply one or more others 
beside. For instance, | implies | ; and % some- 
times implies |. 



Ex.429. 
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^ sometimeB implies 4. 

f implies f, and sometimes f : — 

,Ex. 430. ,^1 J Q^— ^J I 
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In order to avoid the difficulty of knowing 
whether it be requisite to add one or more intervals 
to the figure designated, the best way is to accom- 
pany in three parts only, adding no more than 
the most essential interval to each single figure i and 
to add more when there are two figures. By this 
means, no fault can be committed ; since it is better 
to omit a note of little consequence in a chord, than 
to add one which does not belong to it. 

Thus : — a a should be accompanieed by | ; a 
s by I, or by g ; a 4 by J ; a +4 by +| ; a 6 by g ; 
* « by J ; a T by J ; a +T by +f, or + J ; an 
<) by § ; a 9 by § ; and all the double figures, what- 
ever they be, by adding nothing to them. 

This method of proceeding can never lead to 
error ; since the purest harmony is in three parts :— 



Ex. 431. 
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There are added, either before, over, or beneath 
the figures, particular marks, which alter certain 
intervals either expressed or implied by the figures. 

These marks are : — the sharp, f ; the flat, t^ ; the 
natural, Jf ; the cross, + ; and the stroke adant the 
figure, as, •«•. 

The cross is a sign of augmentation, indicating a 
leading note, or a superfluous interval The stroke 
is a sign of diminution, indicating a diminished 
interval. 

When one of these marks 
occurs unattended by a 
figure, it represents a third, 
which undergoes the alter- 
ation indicated by the 
mark : — 



Ex. 432. 




^^^^ 



When the mark is beneath any figure, it repre- 
sents a third, which it causes to undergo the 
alteration indicated : — 

Ex. 433. 
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When the mark is before the figure, it alters the 
interval represented by the figure : — 

Ex. 434. 
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Ex. 435. 



When the mark is over 
file figure, it indicates the 
interval implied ahove the 
figore. Over a s, it in- 
dicates the fourth. Over 
a I, it indicates the sixth : 



The figure with a stroke aslant it^ indicates that 
the interval is diminished : — 

.Ex. 436. 
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When a line is drawn after the figure, the chord 
ahould be prolonged imtil the following figure : — 

Ex. 437. 
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If the chord contain several figures, and the line 
be placed after only one of them, no more than the 
note indicated, must be prolonged : — 

Ex. 438. 
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The words Tasto solo which are usually place^ 
over a pedal, indicate that no chord is to be playej 
by the right hand. j 

When the pedal is to be figured, the fignroj 
should be placed according to the order observed n 
Harmony :— 

Ex. 439. 
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Instead of lines the figures may be repeated :- 
Ex.440. 
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Additional Note prom the German Edition. 

The improved method of figuring, introduced in 
this work, may be estimated by the following 
particulars : — 

The diminished fifth is marked by a stroke 
through it (-5-); and the augmented fourth, which 
is derived from it, by a simple cross prefixed (+4). 
Oatel uses the same sign to mark the chord of the 
dominant seventh, and its derivatives; viz., ^ in- 
stead of 5, or 2, or 2 ; 4 instead oi %\% instead of 

6 6 

I ; and J instead of | or |. Our author figures the 

chord of the diminished seventh, •>¥-, instead of 5 ; 
the derived chord of the fifth and sixth, he figures 
thus, +4, instead of [,g; the chord of the three-four +^ 
instead of ^| ; and kstly, the chord of the second, 
+8 instead of |. 



THE END. 



'M 




